the pity of tragedy and becomes a smile. We still feel a sense of superiority, but it soon becomes mixed with a shade of tenderness.
As Eco remarks, in comedy we laugh at the character who breaks the rule, the set of social values, or in other words, the frame. In tragedy we sympathize with the character who has broken the frame but we enjoy the reaffirmation of the rule. In humor, instead, we smile because of the contradiction between the character and the frame the character cannot comply with. But we are no longer so certain that the character is at fault. It may be that the frame is wrong. By restoring the binary opposition between the character and the rule in a dialectic and open-ended fashion, humor acts as a form of social criticism and so is truly transgressive while comedy is not. Moreover, since humor, as Eco maintains, "works in the interstices between narrative and discursive structures" (8) , it necessarily re-defines the roles of the various elements involved in the textual production-the author, the audience or the reader, the text itself, and, obviously, the character. Humor, (1970) , and Roma (1972) . Ultimately, all these characters, together with their various sympathetic companions, jump into Amarcord (1974) , a film which develops through a choir of perspectives rather than through the experience of a single consciousness (that of Fellini) which attempts to re-visit its own past.
In the case of both Luigi Pirandello and Federico Fellini, 
